A NEW SERIES FROM DICK LEGER 


Editor's note: This is the first in a new series 
of articles that will discuss the topic of square 
dance calling and timing. We hope that you will 
profit by them and will feel free to write the 
author or editors with comments or questions. 

Dick Leger, that "Man with the Guitar”™ has 
been calling since 1952. He is well known for his 
excellent timing and his concern for smoothness in 
dancing. As a result, he is often asked to give 
lectures or serve on panels at caller's clinics and 
dancer organizations. He calls full time, teaching 
classes, calling club dances, instructing college 
groups, and recording records. In addition, he has 
served on the staff of camps, institutes and 
conventions throughout the United States and 
Canada. His repertoire includes quadrilles, 
contras, and traditional calls, along with Western 
figures, a combination which makes for a varied and 
interesting program. 

Dick is a member of CALLERLAB and served as 
timing chirman for the association's list of timing 
the basics. He was inducted into the Square Dance 
Caller's Hall of Fame in 1978, received CALLERLAB's 
highest award, The Milestone Award in 1985, and was 
-awarded the New England Foundation's highest award, 
the Halil of Fame, in 1994. 

Often referred to as one of the outstanding 
choreographers in the square dance field, Dick 
records from three to four records a year and was 
often featured on the Sets in Order, American 


square Dance Society albums. "Marianne" on 
Folkraft and "Marina™ on Top were the two biggest- 
selling records in modern square dancing. He has 


also completed a series of Education Modern Square 
Dance albums to be used in schools which can be 
obtained from Dick or from Kimbo Educational. 

I had originally asked Dick to share with our 
readers some of his traditional-modern figures. 
I think that his response to that request is a good 
preview of what you can expect in the articles that 
follow. 


I started thinking what good would 
figures ae if the callers don't do them right 
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= - « « You might say that my calling is 
guided by the way we feel the music as dancers. I 
have written many articles with that thought in 
mind. Many have been published in the past, but I 
have never included any dance figures with them so 
this will be a new experience. 

"Many years ago I was approached by a group of 
callers in Nova Scotia to help them with their 
timing. They had observed several dances that I 
had called in their area and noticed that the 
dancers were moving together without rushing or 
having to wait for the next call. They asked me to 
Spend some time helping them achieve the same 
results. With that first school I was faced with a 
major challenge. I knew I could do it, but could I 
teach it? When the school was over I can honestly 
say that I learned much more than those who 
attended it. With more than 50 schools completed 
Since that first one, gradually a way was developed 
to teach timing. I don't think that I have ever 
done a school without picking up something to make 
the next one better. | 

i My goal (in teaching callers that 
are just starting out) is to teach just the three 
most important subjects . . . choreography, music 
and timing at the same time. To separate them into 
different categories wastes time. After all, we 
just need to reflect on how we teach square dancing 
itself. We teach a-basic and how many steps it 
takes to execute it to the music or the timing of 
the basic. This then should carry over to how we 
teach calling also. There are various methods to 
move people about to accomplish interesting 
Choreography, but these should be offered only 
after one has learned to call correctly to the 
music. 

ee I mailed some figures to some 
eatieee ners t had done a session on timing. I 
was trying to demonstrate how the basics could flow 
from one to another without stopping. Well to make 
a long story short, the callers sent me a tape back 
after they had used them at a caller's meeting. 
The bottom line was that none of them had done it 
correctly. The figure was supposed to end in 64 
counts. The first three callers started on the 
first beat so the dancers had to use whatever was 
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left over. Needless to say they all ran past the 
64. The next callers (who were at the session I 
did) did start prior to the first beat but ended up 
short of the 64 ee in other words they 
shortcut the figure 

"With this sad isperiende in mind I thought 
I'd better put the calls in the musical beats so 
that at least they could put them in the right 
place! I hope that it helped. ; 

"I feel that the square dance picture today 
(reflects) where our emphasis has been ‘in the past 
few years. Unless we get back to teaching callers 
HOW to call instead of WHAT to call, we will remain 
in the status quo." 

What follows is a description of Dick's 
technique for teaching/learning timing. 


ae DANCE TIMING FOR CALLERS 
by Dick Leger 


Being involved in the many aspects of the 
dance movement such as one night stands, squares, 
rounds, Mixers, contras, line dancing and 
traditional quadrilles including Lancers, it is 
‘easy to see that today's callers might not be as 
lucky as I have been to have had this background. 
I give credit to the Community Dance Program for 
bringing some of the background material back for 
our newer callers. The variety of material as well 
as music can only help them to provide a much more 
diversified program for their dancers to enjoy. 

The five-day caller schools on timing start on 
a Sunday evening and run through the following 
Friday evening. I put Thursday aside to teach 
contras, set them up and call them. I use that day 
because by that time they have the discipline 
needed for the contras. At this point the callers 
have had somewhere between ten to twenty perfectly 
timed figures that they have mastered including 
some with split phrasing. We have even introduced 
a basic round dance, when the opportunity is there, 
which would mean writing it down, teaching it and 
then cueing it. 

(continued next page) 
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In the school, as in any learning experience, 
we start very easy and progress from there to the 
more difficult routines, always with the 64 beats 
of music in mind. Our first three figures used for 
the drilling are structured to develop a "feel" for 
the weak side of the dancing phrase, which would be 


beats 5, 6, 7, 8. In this way the callers are 
getting used to giving the dancer the heavy beat 
"1 " to dance to, as it should be. To enforce 


this idea, we teach the callers how to write down 
the drills on timing sheets showing the 64 musical 
beats and where to put the call. By using the 
timing charts available from CALLERLAB, we are able 
to determine exactly where the call belongs in the 
music for the proper execution. 

From past schools I have learned that the best 
method is to "group" call each figure before we 
attempt to call it alone. We also change the music 
using this same group calling so that we don't get 
spoiled to the same music. In this way the callers 
learn that the figures work with all kinds of 
music. Once everyone feels pretty good about the 
figure, we move to having each individual caller 
call it while having the others dance. We also 
pass the mike during the promenade so that the 
caller that has just finished calling will now take 
over pointing out the musical beats on a large 
blackboard which is nearby. 

The whole process now looks like this: 
Callers are lined up to call, the music is put on, 
and the first caller proceeds to call the first 
drill. Another caller is at the black board to 
"help" them by pointing to the musical beat that is 
playing, and other callers are dancing the drill at 
the same time. Sometimes 1t takes a while before 
everyone is in sync. The caller who 1s pointing 
out the musical beats on the blackboard will stay 
until the caller who has just finished calling gets 
there and picks up the beat. The caller who was 
pointing will now cut into the square to dance. 
When the record is over we change the music for the 
next few callers. We are now ready to progress. 


rr PF FF £€ DB HS wy 
EFaditor's note: Be sure to check the next ADC for 
three practice figures and comments on them. 
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SQUARE DANCE TIMING FOR CALLERS: PART II 
by Dick Leger 


Editor's note: This is the second in a series of © 


articles by Dick Leger on the topic of timing. The 
article begins with a series of drills; please see 
Part I in the March, 1995, ADC for an introduction 
to the use of the drills. 


(First figure of drill) 


5Heads Right & Left thru; 
De ee ee, ee Same ladies chain; 
dD ho eae is ee, SO ee == Right & Left thru ; 
1. __ §LTtC(CNRN’”$N’™N}YN. Gagmfe@?y. sd adie chain: 
1. 2... _W SAI) jein hands and Circle left: 
OF caer, ene i pty ee Corner Swing 
1. _.._ _. SKeep this gir] and Promenade sz 
Oe ceceet fete AE ts a ee 
1_e#e1. iH. 5 ( call for the next figure) ¢ 
(Variation of the above) 

SHeads Promenade Half > 
1_ 2... ._ 5 .. _ those ladies. chain =: 
1_#w2w.. SSides .  £=é~Promenade Half: 
1oegUW WH WO SLULULULULULLTtCti(‘iiOSe ladies chain 7 
1. WH. _ _ SALI join hands and Cirele left 7 
loeew WH fC sO ONO OCSWINg 
1... | LMU ti‘“S“ LCCC iP rmenAade 
De, eee, ey 
1... w..5 { call for the next figure)  —¢ 


(Second figure of drill) 
SALI join hands and circle half =; 


1. ____ SHeads  _.._—iRight & Left thru 7 
12 — _ _. SAL) jigin hands and circle half  ¢ 
i... _. SSides Right & Left thru 7 
1. 2. UW . 5 s—éi—‘“ WCAC fur Ladies chain ¢ 
12... _. SHeads  _.  .. Promenade half: 
1. UH Wf Tt—s—CiCOAYL A four Ladies chain ¢ 
1... _. _.. SSides Right & Left thru; 
1_ WH... 1.5 ({( call for the next figure)  ¢ 
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Let's analyze why we start off with figures 1 
& 2. The first figure is the most important to get 
the "feel" of the back side of the music. No 
matter what other figure we learn, we always have 
them call figure 1 first so they can do the next 


one with more confidence. The discipline process 
has begun with the repetition which is our best 
teaching tool. Tt doesn't take long, as each 


caller will be either calling, dancing, pointing, 
or writing it down. This magnifies the effect felt 
by everyone as it is continually done throughout 
the five days. The variation of figure 1 is used 
just for a back-up to figure 1. It has the same 
effect although calling something slightly 
different. 

Figure 2 is used to break the habit of 
watching the dancers to get the timing. As there 
is continual movement in figure 2, it makes them 
depend on the music more. This is very important 
to establish early as the music does not lie. 
After practice the callers start to realize that 
they can and should watch the dancers but not 
depend on them to get the timing. The timing is 
derived on the basis of the knowledge they develop 
from using the basics over and over again with the 
proper number of beats of music that it takes to 
execute them correctly. The callers must master 
this concept before they move on to the more — 
difficuit routines. The CALLERLAB timing chart is 
a great reference for them not only so that they 
can know where they are in the music, but so that 
they can know where they are in the choreography as 
well. 

It is important for people to realize that 
With each progression of a figure, the next one 
becomes that much easier. What seemed very hard at 
first now begins to make more sense and is not as 
difficult to do. At this point, the pre-cuing of 
the calls is starting to become routine. We are 
now ready to move on to some easy split phrasing 
figures that will be more challenging. The real 
trick in that type of going-off-phrase is to not 
let the dancers off the phrase too long. We find 
out that we can get the call to use all the musical 
beats as long as we put them in the proper place to 
execute that basic. 

{continued next page} 
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We will continue to write each figure down on 
the sheet of paper that has the 64 beats of music 
on it. We will put each call where it belongs, how 
many beats it takes to execute it, and then where 
the next call must be given. If we analyze this, 
we get to know that the next call must be put in 
the space just prior to where it starts, or in 
other words, just at the end of the previous basic. 
How many beats it takes to say the next call 
determines how many spaces we use to write it down. 
Common sense tells us that some calls take longer 
to say and yet others will take less time. At any 
rate one should feel comfortable with the call and 
not try to squeeze in too many words in too short a 
time. 3 
With the proper background and figures to 
practice with, it can be pretty close _ to 
perfection, and even sometimes with perfect 
results. Is it easy? NO. Is it possible? YES. 
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SQUARE DANCE TIMING FOR CALLERS: PART III 
by Dick Leger 


I feel it best to continue on with the caller 
school material that I ended with in the last 
article. To just present material without at least 
showing how to call it is not fair. Many questions 
come up at the school as to what is the hardest 
part in learning to call. There are many answers 
that could be given, but in my mind the most 
difficult to do is to discipline oneself to the 
music. The music is the most constant = and 
dependable thing we have to work with. It doesn't 
lie to us or speed up or slow down. If callers get 
in the habit of using dancers for the timing, they 
will regret it, as dancers can short cut the calls 
or take too long to execute them. They can also 
Swing too long, thereby creating problems that are 
not needed. Taking the choreography and tying it 
directly to the music with the proper number of 

steps it: takes to execute it (timing) is the art of 

calling. This is precisely why all three must be 
taught at the same time. When callers start this 
way, they at least have a chance to do it correctly 
from the beginning. 

There are many methods available to move 
‘dancers around such as sight calling, mental 
imagery, zero modules and memory, to name just a 
few. These methods have to do with WHAT to call 
and not HOW to call. I have had callers at the 
timing school with several years experience in 
various methods of calling but who have never had 
training in just where to put the call in the 
music. These same callers had to struggle with 
tying the choreography and music together. This is 
unfortunate, as they had to relearn something they 
should have started with. Pre-planning the figures 
ahead of time, adding up the basics in a routine, 
and then writing them down to come out to the 64 
musical beats was a whole new experience for them. 
Finding out that patter calls were the same as 
Singing calls as far as the musical structure is 
concerned is another area in which they should have 
had help. | 

So far we have had figures 1 & 2 with the 
(continued next page) 
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variation of 1. We are now ready to move on to 3 & 
4, which start to split phrases. At first, figure 
3 only splits one phrase, then figure 4 which is 
the most difficult so far as it splits several 


phrases. Once these first four figures are 
mastered, we can call all four figures before we 
pass the mike. As the music goes through only 


seven times, it is necessary for the second caller 
to start with a different piece of music for the 
figure 4 to finish up that segment, providing no 
mistakes have been made. If a mistake is made, the 
music continues on and the caller must then pick up 
the appropriate place in the music to repeat that 
figure from the start. If the mistake was made in 
any figure, that same figure must be done correctly 
before moving on to the next one, etc. 

Along with the four figures we use, we also 
learn to count how many beats of music there are in 
the introduction. As this varies with each record, 
we do give the callers time to play it until they 
become sure of how many beats there are before they 
start. Once we do this several times, it gets much 
easier as we go along. 


(Third figure of drill) 





5SHeads Bate re 3, Promenade Half ; 
Vi gee es es es BIOS RE | Ee 
1 _= =~ ll tC( “Nt tC SUA) join hands & circle L ? 
eS po ey ge Os OO... -Swing | 
to SC th a brand new corner; 
1 Allemande Left __- 5Come back one & Promenade: 
Og ee ee ee ee 
es pe te eee ee 


(Fourth figure of drill) 








5 Head Ladies Chain ; 
1o48.7§=6tC( tC‘ RL CBHeads _ Ct CCUG oforwarce 
Be hs oo ONG) DAC Bi OSS. Sehr 3 
1 Separate Go round 1 SInto the middle & Dos-saDos; 
i _.._.=__..the same 4 5Right hand star _¢ 
1 Te the Crnr, All. L 5Get back home & Dos sa Dos ; 
to LC sCé*TTakke your crnr g£ Promenade; 
eee ap ee, te, eee, 
1 eee a ee 5 . 


(continued next page) 
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(Variation of fourth figure: 














2 __Four Ladies Chain ; 
1 __ CSC Side Ladies chain back; 
1 5 £.. Heads Pass thru: 
1 Separate Go round 1 sInto the middle & Dos _saDos; 
1 The same 4 SRight hand star _ oo; 
1 To the Crnr, Almd L 5Get back home & Dos sa Dos ; 
1. = CCST KE Our crnr & Promenade; 
‘1. se eee Me eee) eee ey pee es ae, eS ere 
4 se ee Be ee 
Editor's note: The editor apologizes for the 
necessity of using abbreviations in order to 
preserve the eight-beat-line structure. She hopes 
that it will be obvious that Crnr = corner; Almd = 


Allemande; R = right; L = left. 


TWENTIETH ANNUAL | 
Don Armstrong 
CONTRA HOLIDAY 


Thanksgiving Week-end 
Nov. 23-26, 1995 
At the beautiful YORKTOWNE HOTEL, York, PA 


Thursday evening through Sunday lunch 
Complete package only: hotel accomodations and all meals, 
Optional Gourmet Thanksgiving Dinner available. 


CONTRAS PRIMARILY, but also: SQUARES, QUADRILLES, 
LANCERS, OLD TIME BALLROOM, ROUND DANCE, 


DON & MARIE ARMSTRONG, Canon City, CO 
DICK & SUE LEGER, Bristol, RI 
BILL & BARBARA JOHNSTON, Skippack, PA 


Write for Brochure: Box 138, Skippack, PA 19474 
Telephone/FAX: 610-584-4220 
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SQUARE DANCE TIMING FOR CALLERS: PART IV 
by Dick Leger 


Editor's note: Figure 3 and 4 referred to in this 
article were printed in the September, 1995, ADc. 


It is good to analyze why we use figure 3 as a 
follow up to the first two. Figure 3 still uses 
the back half of the music for most of the calls, 
but we add the allemande left at the end and it is 
the first time the call uses the front part of the 
music. The callers still have to concentrate on 
the lead-in words to get the dancers ready for the 
allemande left. We use that very simple split 
phrase to start with to get them ready for the more 
difficult figure 4. 

Figure 4 is the real challenge for depending 
on the music for the timing as it splits several 
phrases. It is so closely timed that even a beat 
late could make a difference. Two beats late could 
spell disaster. The first four basics start on 
phrase so they are not too much trouble or 
different from what they have had. However, the 
pass through has to be followed with a directional 
description of what the dancers have to do to be in 


position for the next call. For the first time we 
have to be able to tell them to separate, go around 
one, come into the middle and dos sa dos. This 


patter will use up the eight counts in the phrase. 
The dos sa dos is a nose-to-nose situation so it 
takes only six counts to execute. The right hand 
Star must be given on beats 5 & 6 so that it 
starts turning on 7 & 8. The star turns only 3/4 
so it is a six count basic followed by an allemande 
left that in reality is only a 1/2 turn, so it 
takes only four steps to complete. The dancers- 
then go back on phrase for the dos sa dos and the 
promenade either corner or partner. 


If this sounds complicated, it is. The 
benefit derived from this figure far outweighs the 
work involved in mastering it. For the first time 
callers are taugh- to analyze just what 1s 


happening with the material they are using. They 
learn to know just where they are in the figure as 
(continued next page) 
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well as the music. Breaking down each call as they 
write them down also makes them think in terms of 
how far the star turns before they are in position 
for the allemande left. Why the allemande left is 
only four counts, etc. They also find that there 
are crucial places in the figure where they cannot 
be late. The pass through must be given at the 
right time. If anything, they could be early but 
never late. Another prompt that cannot be given 
too late is the allemande left. It it is given at 
the proper time, the corner will be coming into 
view, but even two beats too late will put them 
past their corner. These are important things to 
ensure success in the execution of the routine. 

At a normal timing school, we usually complete 
this much material by Tuesday noontime, which is 


about 12 hours work. Of course, we cover other 
things such as mike technique, diction, and things 
pertaining to being heard. It never ceases to 


amaze me that as they get more and more confident 
with what they are doing, everything else improves. 
Their voice gets stronger, their diction improves, 
and no one has any trouble in hearing what they are 
calling. Our goal is to have them instinctively do 
some of the calls and refer to the sheets only when 
they have to. At the very least, they have 
positive things to work on. 
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SQUARE DANCE TIMING FOR CALLERS: PART V 
by Dick Leger 


We have completed the first four figures to 
the point that we feel comfortable with them. Some 
callers at this point will be doing better than 
others and that is expected; no one learns at the 
same degree of confidence. We do expect that, at. 
the very least, they understand what they are 
shooting for and will only need more practice to 
obtain the positive results. We are now ready once 
again to move on to other basics in the 
progression. 

Figure five has dancers leading to the right 
and circling to a line. - If we cue in the "lead to 
the right," they will be set to "circle to a line" 
comfortably in 8 counts cof music. The next call is 
“forward and back" so, in reality, if the line 
wasn't established with perfect results the dancers 
instinctively will put themselves back on phrase 
for the next call because it feels right. We then 
use a "pass thru," “wheel and deal," a “double pass 
thru," and “first couple left, next one right," 
etc. These are all 4 count basics adding up to the 
complete 16 counts, so we are right back on phrase 
again. The "square thru" does split the phrase but 
is followed by a "swing" which is the perfect fixer 
to put them back on phrase for the "promenade." 

Figure six is an interesting follow up as we 
"circle to a line" once more but only allow six 
counts to make the line and let the dancers put us 
back on phrase again during the "forward and back" 
that follows. This helps to prove out the theory 
that the instincts of the dancer will be such that 
the line will be back in position for the next call 
which is "star thru" and then “pass thru." We will 
follow that with a “swing” and then the call 
“promenade” which will have to be given on beats 3 
and 4 so that the execution of the promenade starts 
on beat 5, as the dancers are only 3/4 of the way 
from their home position. This figure adds a new 
dimension, for the caller must know where the swing 
takes place so they know the appropriate number of 
steps to get home from there. 

Let's analyse the whole figure to see what 
(continued next page). 
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happens to our phrase dancing. The "head ladies 
chain" is completely on phrase, the "forward and 
back" on phrase. We allow 16 beats for the “square 
thru" and “circle to a line" together so we can cue 
the “forward and back" knowing that the dancers 
will be on phrase for the "star thru" and “pass 
thru." As the "star thru" takes four counts and 
the “pass thru™ two counts, the "swing" will only 
have six counts. We will then have the necessary 
twelve counts for the "promenade." In reality, we 
are running the "star thru," "pass thru," and the 
“swing” together making twelve counts in all, so 
the dancers don't really feel that they have gone 
off phrase temporarily. The heavy beat number five 
feels very similar to beat number one for the 
promenade. 

While we have completed six figures at this 
point in the school, we are now at a point whereby 
each caller will be able to go through all six 
figures to a different piece of music each time. 
The reward is to do a simple break for the seventh 
time through if the first six are done correctly; 
for instance, "grand square," “ladies chain over 
and back," and "promenade." 


(Fifth figure of. drill) 























lou = =e el tsC Break tO aa Line: go forward: 
MS es ee dbackS  .  # #£+ &. pass thru 7: 
1. _.. aWheelgDeal5S Double pass thru; 
1 Ist cpl L-next one RS  £. £.- Square thru 7 
Ope, ee ee, ee ee 
1 Corner swing ... 2 _ ss Promenade; 
De eae ag es | reer 2 
luo LLU CS Space for the next call) ¢ 
(Sixth figure of drill) : 

| 5 Head Ladies Chain ; 
lou = LFCtC(“‘N’:C( CHO AdS: tC “(CG OFOKCWAarK 
1.6. té‘“ $A, back 5 CLLTTTtC(“CCS tre =the 
De gee _ 2 .. . £z£WL th the outside pair; 
1 Circle four... £4SBreak te a line: go forward; 
| _and back 5. UW CC Sta thru 
1 _ _.... Pass thru 5 and swing eee 
l Keep this 1 & prom, 32. ee 
bo. UC tC Space for the next call) : 


(concluded on pagg 10) 


the inactive dancers. Again, the inactive dancers 
can make or break a dance by not keeping the lines 
spaced both across the set and up/down the set. It 
is not always feasible to "go below two." 

Whether the actives are going down the center 
and returning up the center or going down the 
outside and returning up the outside, the dancers 
should stay with the music. This does not cause so 
much a problem as the figures outlined above, as 
the movements are often independent of what the 
inactives do. However, dancing is movement to 
music, and keeping with the flow of the dance is 
more important than moving past a specified number 
of dancers, especially when that distance may vary 
considerably. "Go below two" may be a general 
guideline, but the dancers should keep the music in 
mind and "Stay with the music." 
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SQUARE DANCE TIMING FOR CALLERS (continued) 


(Variation of sixth figure: . 
: 5 Four Ladies Chain ; 

















1_eu4##§= _..=6settttl CCS idle Jadies chain back; 
1 —- —_ ~—_ —_- sieacs _—_—_ _Sguare thru; 
1 —_.. »___ With the outside pair: 
1 iene. foun... —__.. Break fo a line; go forward; 
ds “and back 5 =s—=S~S*~CSs Sta othe 
1... =sdiPass thru 5 and. swing poe 
1 Keep this 1.& prom, 2 ee 
1 ——_— ——.. »_ (space for the next call) 3 
Editor's note: The editor apologizes for the 
necessity of using abbreviations in order to 
preserve the eight-beat-line structure. She hopes 
that it will be obvious that Cpl. = couple; Prom. = 


promenade; R = right; L = left. 
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SQUARE DANCE TIMING FOR CALLERS: PART VI 
by Dick Leger 


After I finished the first school on timing in 
Halifax, Nova Scotia quite a few years ago, I was 
approached by another group of callers in Yarmouth, 
Nova Scotia, to do a school in that city the 
following year. This one would be a little 
different as it would run for ten days and include 
creative choreography after the five days on 
timing. Once again, I had never tried to teach 
that subject before, but I agreed to try. After 
all, I had recorded several records prior to that 
time, in the days when recording callers were 
responsible for writing their own choreography for 
each number they recorded. If you. didn't write 
your own material and just took it from someone 
else's record, you were considered a plagiarist. 
Today it 1S a common practice to take a figure 
already written and use it again. I can remember 
not too long ago there were five recordings out in 
one month with the same figure, and if that wasn't 
-bad enough, there were four others with yet another 
figure all the same. 

This leads us into figure number 7, as it was 
taken. directly from that caller's school in 
Yarmouth. When we actually tried to create a 
figure, the only thing I suggested is that we would 
make the figure come out to the 64 counts of the 
music, and that we should try to be different in 
the way the figure started out. With this 
challenge, we proceeded to start writing it down. 
First one caller would suggest something and yet 
another caller would follow that up with something 
else. Needless to say, it seemed to take forever 
to get started. Once we actually got under way and 
progress was taking place, one could sense the 
enthusiasm in the air. Of course, once we had 
completed the figure we then had to write it down, 
teach it, and then call it, which seemed to be the 
easiest part of the whole process. 


Figure 7: The four men promenade outside half 
way. The four ladies chain across, where they are 
courtesy turned by their own partner. The heads 


lead right and circle to a line, all go forward and 
(continued next page) 
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back. Square thru four hands to a corner swing. 
With a brand new corner allemande left and an eight 
count promenade to end up with the 64 counts of 
music. I still use this figure sometimes during a 
dance and still have to warn the men that they will 
be promenading outside, not inside. With figures 
that are closely timed, it is very important that 
we pre-cue the calls so that we get the maximum 
benefit from dancing to the phrase of the music. 
Figure 8 is one of the most recorded figures 


in -square dancing today. I'm sure you will 
recognize it. This figure is perfectly timed even 
though it splits some dance phrases. It is one of 


the easiest figures to pre~cue. The heads start on 
the first beat of the phrase, the sides then follow 
by starting on the first beat of the next phrase 
.for the right and left thru and then, again, to 
start the square thru. That is followed by a six 
count dos a dos where they start on the first beat 
of the following phrase to do the eight chain four. 
Those 10 counts are followed by a six count swing, 
then starting the promenade on the first beat of 
the next phrase. Perfect... 


(Seventh figure of drill) 
SMen promenade Outside; 


de _Just_half way > four ladies chain: 
1. i. i. _.._s-« BHeads lead right and circle; 
Ty SBreak to'a line--go forward: 
1. ._... v_and back 5  #35— £3» * Square thru ; 
1. =60esC Off handsS i ei = 
1 Swing number five 5. With a brand new _ corner; 
1 Allemande left _.. SCome back one and promenade; 
1 , 


iF 
i 
i 
i 
| 


Fl 
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us 


skeen this giz] i promenade: 
Sy a ee eed ac the next call) ; 
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(simple break) | 





1 De ee 7 
Oe ee es ees es Reverse; 
ON a ie ees, 
1 ee es Se, A a OS. Chain: 
ge a OI ~=DaCk =e 
i, ie ee ee POC 
OU a er es ee eee 
1 7 0 _ 2» Space for the next call) =: 
Editor's note: Sharp-eyed readers will have 
noticed that identical figures were printed in the 
March and June, 1996, issues of the ADC. The 
article above should have appeared in the June 
issue. After reading it, please review the recap 
on page 16 of the September issue. If you no 


longer have access to that issue, write or call the 
editors, and we will send you a copy of the recap. 


The Kentucky Dance Foundation 
6TH ANNUAL BLUEGRASS DANCE HOLIDAY 


‘Traditional square and contra 
Callers: 
Eddie Ramsey and Stew Shacklette 
May 23-25, 1997 


2800 Hutcherson Lane 
Elizabethtown, KY 42701-8908 
To register: call or write Leslie Lewis 


Ph 1-800-446-1209 


MC, VISA and personal checks accepted 
$45.00 p/p ($40.00 if registered before 4/15) 
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SQUARE DANCE TIMING FOR CALLERS: RECAP 
by Dick Leger 


We need to reflect on what we have covered so 
far in the caller schools on timing. Every school | 
is different, so I will talk in general terms as 
far as progress is concerned at the average school. 
By this time the callers have a working knowledge 
of how the basics fit in the music, how they add up 
to a complete figure of 64 counts, and how to call 
them at the right time so that the dancers will be 
able to dance the basics smoothly from start to 
finish without being rushed or having to stop at 
any time. Pre-cuing makes this possible. We have 
always had to pre-cue rounds, mixers, and contras, 
so that the dancers could have the phrase for the 
execution of those dances. At this time in the 
school, the callers realize that. squares not only 
can be cued, but should be cued IF they are serious 
about giving the music to the dancer to dance to. 

I remember doing a three-hour clinic on the 
subject of timing once when someone asked the 
question, “Isn't this the old style of prompting?" 
My answer was that it certainly was, but that he 
himself was already doing the same thing. His 
reply was that he certainly was not. I asked if he 
ever used a singing call where he used "circle 
left" or “sides face, grand square" so he could 
sing the words in the song. At this point he 
admitted he did, to which I replied that he was 
indeed using old-fashioned prompting. Needless to 
say the session turned out to be more beneficial 
after that. encounter. T went on from there to 
point out that if "circle left" and "grand square" 
were cued, then it would only be a follow up to 
also cue any other call whether it be singing or 
patter. Planning our choreography to add up to the 
64 counts 1s undermined if we don't pre-cue the 
dancers to start on time. It is just common sense 
that if they don't start on time, they won't finish 
on time. . 

At this point in the school, we have not even 
considered doing any singing calls. Even though we 
may use a singing call record for some of our 
drills, we emphasize that we are looking for the 
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cues at the proper place and not to sing the song, 


as that will come later. In this way we are 
establishing the fact that the cues can be given in 
the singing calls as well as the patter calls. We 


are also enforcing the estatic feeling of dancing 
the drills precisely as well as providing the calls 
at the proper time in order to do so. I mention 
dancing often at the school so that we don’t forget 
the fact that dancing is what we will get paid to 
provide. USinG the right tools, of the trate we 
will have a chance to not only let the dancers win, 
but do the very best job we can in giving them the 
opportunity to dance smocthly and with confidence. 

Most of the callers that I have come across 
are doing the best job that they know how. It is 
up to the caller trainers to provide them with the 
necessary tools to work with. We cannot “cloud” 
the mind of a new caller with dumping "too much, 
too soon" on him. What it has taken twenty or 
thirty years to learn ourselves, we cannot possibly 
teach all at the same time to those learning. We 
need to get back to basic fundamentals of calling. 
WHAT to call WHERE in the music to provide the best 
TIMING. If we can successfully do this, we will be 
giving the new caller the one chance to do it right 
from the beginning. 


Editor's note: This is the last in a series of 
articles by Dick Leger on the topic of timing for 
square dance callers. If you would like to see 


Dick address other specific topics in regard to 
square dance calling in the American Dance Circle, 
please let us know. 
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SQUARE DANCE TIMING FOR CALLERS: 


PHILOSOPHY 
| by Dick Leger 


This philosophy is my own and not necessarily 
that of the Foundation. After calling and teaching 
over 40 years, one develops an understanding of 
what works and what doesn't work. We learn most by 
listening to those we are teaching - from the 
comments they make and the questions they ask. 
There is very little difference in teaching dance 
or teaching calling. I ama firm believer that on- 
the-job training is very beneficial in the teaching 
process, as we can see our mistakes first-hand, as 
they happen. Reading something in a textbook just 
doesn't compare with live, hands-on training. It 
has been. said over the years that repetition is one 
of the most important tools to good solid teaching. 
The more we use something, the more our skills 
improve in the execution of what we are teaching as 
well as the knowledge involved. 

I don't want to delve into the teaching of 
dancers but would rather tackle the methods of 
teaching new callers, as this is the area in which 
I have a difference of opinion on what's being done 
in today's training. Putting oneself in the shoes 
of a person that wants to learn how to call gives 
us an insight to what he or she expects. In that 
Situation I would expect to be taught HOW to calli, 
plain and simple! In this same case scenario, I 
realize I must have at least two years of dancing, 
preferably three. In looking at the varicus 
schools that take on this responsibility, it is 
easy to see that if ten schools advertise that in 
four days they will teach you everything you need 
to know to become a caller, it becomes very 
attractive to attend any one of them. This would 
include a curriculum of 10 essential things, plus 
Six important things, and five desirable things. 
On the other hand the timing school says that it 
will teach only the three most important subjects, 
which are music, choreography, and the TIMING which 
holds the first two together. Not only that but 
will teach ali three subjects at the same time for 
the whole four days! The new, prospective caller, 
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wanting to get his money's worth, will undoubtedly 
choose the school offering the most things! In 
this writer's opinion, the new caller is thus 
cheated out of gaining a solid basis for the art of 
calling and, unfortunately, most will never know 


the difference. 


This shows a very different approach in 
methods of teaching. To try to teach or "expose" 
new callers to the whole curriculum, in my opinion, 
does more damage than good to the _ prospective 
caller, as the time element dictates that it is an 
impossible job to do the teaching properly with the 


required amount of time. Clearly the unsuspecting 
new caller is being short changed by these 
promises. In our civilian life, students go to 


college for four years to get a teaching degree and 
are still unsure of themselves when they face their 
first class of 26-29 students! In callers' 
schools, teaching is one of the "essential" things 
covered amazingly in 90 minutes! Some of the other 
topics in the curriculum, like timing, are given 45 
minutes to learn. I must be a slow learner as it 
took me years to learn. Music is given 90 minutes; 
I sometimes wonder if that means listening to it or 
using it? 

It is my honest belief that the curriculum 
being offered as a guide to teach newer callers is 
falling short of its stated objective, which is to 
teach new callers how to call. It would be better 
to offer fewer things that actually have to do with 
how to call, rather than what to call. The most 
important element in the art of calling, to me, is 
learning to give the call at the proper time in the 
music so that the dancer will be able to execute 
the movement at the proper time! This is precisely 
why the choreography, music, and timing have to be 
taught at the same time! Perfectly timed drills 
would have to be provided to give the practicing 
callers enough time to master each one, which would 
give them the opportunity to do it right from the 
start. This is truly learning HOW to call! This 
approach (although using fewer things) allows them 
to progress in a positive manner that would depend 
on their own talents and ability. In the 4-5 days 
of the timing school, I rarely get by 20 perfectly 

(continued next page) 
= 14 -_ 


timed figures, but the understanding that comes as 
a by-product in mastering each figure so they can 
move on to, the next, is proof to me that they are 
learning HOW to call, which is why they came to the 
school in the first place. Very simply put, the 
choreography is the WHAT they are providing, the 
music is WHY they are providing it, and the timing 
is the HOW they can tie the first two together! 

In CALLERLAB, we have had many very good 
themes for our conventions. Despite much 
discussion on these important subjects, we are 
still in a very serious decline in the number of» 
dancers that we have left to call to. Most people 
seem to agree that we are trying to teach too much, 
.too soon to our newer dancers. I will. add that the 
same goes for our newer callers! We can learn so 
much by the past. When we had fewer. things to 
teach and more time to teach them, square dancing 
was growing. You have to realize that our sound 
equipment wasn't as good, the music wasn't as good, 
and yet we were growing in numbers and having a 


wonderful time. Now that we have great sound 
equipment and wonderful recorded music, our numbers 
are dwindling! I don't think you have. to be a- 


rocket scientist tc see something is drastically 
wrong with this picture. | 

I, like many others, feel the answer to our 
decline lies somewhere in our attitude that makes 
all the dancers we teach move "up the ladder" in 
the level system. This promotes a sort of survival 
of the fittest among the dancers. It also chases 
the ones that don't survive back to their 
television sets. Much talk recently has been done 
to try to get back to one level for all. Anything 
extra would be just that, “extra.” Incidentally, 
that has always existed from day one. Nothing is 
wrong with those that want to be "hobby" dancers. 
I think that square dancing is a great activity 
that will still exist no matter how we try to kill 
it! We have great people in leadership positions 
that will work together with others to come to @ 
reasonable solution. I think at this point in 
time, we need cooler heads to prevail to insure our 
activity and make it the best that it can be. 


SQUARE DANCE TIMING FOR CALLERS: PART 
VII 
by Dick Leger 


We are ready to move on to the next four figures. The 
most important thing in the school, besides actually practicing 
the calling of each fi igure, is the knowledge gained by having to 
' write down each basic in the appropriate place in the music 
before the student can practice calling it. The whole idea is to 
make sure that all the basics added together for the complete 
figure take the required 64 steps to execute. Figure number 9 
is one that was taken from an actual singing call put out some 
time ago. As dancers were having a tough time doing this 
figure, one thing was very apparent. The figure simply had too 
many steps to execute it in 64 beats! By the time we got to 
this figure, the callers had been trained to dance one step for 
every beat of music. Just to have some fun, we put the called 
side of the record on and told the dancers to make sure they 
stayed on the music. It ended up in a disaster, as they couldn't 
get through the figure! The basics involved were easy, and 
they should have been able to dance it all the way through, but 
couldn't. The one answer that was now clear to them was that 
there were too many steps in the figure. We then proceeded 
to break the basics down one by one and ended up leaving out 
two "Forward and Backs" plus an allemande left, just to make 
it work! Figure number nine is the result of our work. 

Figure number ten is just another figure to help callers with 
their discipline in the call "Forward and Back." Another by- 
product that I point out is that on the "Dive Thru, Pass Thru, 
and Comer Swing," the call must be given to the lead dancers, 
even though the swing isn't executed until the people that 
make the arch have finished. The swing will start on beat three 
of the next phrase and will end up being a six-count swing. 
This means that even though the call for the corner swing is 
given on beats seven and eight, the "archers" don't finish up 
until beat number two of the next phrase! It sounds 
complicated, but really isn't when it is broken down. 

Figure number eleven is just a continuation, adding more 
basics so the callers can proceed to put them together. Added 
are "Slide Thru" and "Trade By." The same thing applies to 
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this set-up for the "Swing the Corner." From this set-up, the 
centers take two steps to "Pass Thru," but the people on the 
outside take four steps for the "Partner Trade." Even though 
the centers complete their part in two steps, the swing takes 
place after the four counts needed for the "Partner Trade." It 
will be an eight count swing. If we look at it again, the only 
difference will be that we have eliminated the "Dive Thru." 

Figure number twelve again adds more basics -- “Swing 
Thru," "Boys Run," and "Couples Circulate." We even include 
a "Wheel and Deal" from a two-faced line for the first time. It. 
becomes apparent to the callers that no matter what the basic 
being used, all can be and should be timed for the best dancing 
on phrase. If we plan our choreography out, we find that the 
"Square Thru" from a static square takes ten counts and the 
"Swing Thru" takes six. Consequently, we are right back on 
phrase for the "Boys Run" and "Couples Circulate" which take 
four and four. We follow that with a "Wheel and Deal" (four), 
“Dive Thru, Pass Thru" (four), to "Swing the Corner" (six) 
for the same reason that has already been pointed out. At this 
point, we add in an "Allemande Left" to a new corner (six) to 
come back to "Promenade" right on the phrase. 
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(Figure 9) SHeads _.. = oR & LL Thru; 
Bi a Le, TE g 
Square Thru5 go Five Hands ; 
oe 5Then Split the outside Two; 
_To a Line go Fwd 5 __. and back _; 
_s = tés GSAS Thru 5 The same girl Calif. Twirl: 
__ _ ds Cymr Swing5Once  __—«_sss CCP OMEN ACE; 
es a, Be a 
a a as a, ee, ee 
Figure 10  SHeads _ ss | wd GO CFOrward; 
1 _and Back 5 ss C Then Promenade Half ; 
De pe a __ Square Thru :; 
1. CC CCC EA the Outside Two ; 
1 Do Sa Do _ _. SThe same four Circle Half =; 
1 i. Dive Thru SPass Thru _Cormer Swing ; 
On ga i, a ps Bs ee POM GS 
Po eee“ a Be 
De a fa es es 
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(Figure 11) 


























SHeads _._._—s—séPromenade Half ; 
Da ee ee es ee ee —_square Thru; 
dt ee _ _ & CSW tH the Outside Two ; 
1 R & L. Thru ee ee __ Slide Thru; 
1. .  §quare Thru 5 +3.  #&+3&. Four Sogands ; 
1 = ~‘Trade By 5  -..... __Corner_ Swing; 
De ee _. Ss _CL#NNWN§$TY|”™NY PrtcEQMPPTNAS? 
Oy ee ey es ec eg ee ee 
1B 
(Figure 12) 
| SHeads __.—s—séC “(WC Square Thru ; 
De ate. _ iS tséCWWt Ut, =the Outside two ; 
1 Swing Thru ft Des et OVE (RU 
1 ___«~_Couples Cire, 5 _. ss C_ Wheel & Deal =: 
1... Dive Thru S Pass Thru. _Corner Swing ; 
1 ti SS tséCWW UL kt, SBraand new Crnr; 
1 Allemande Left _ £5 ___._ ~~ Promenade; 
SU pete eh ee, es ee es eee 
Dy eee a, ee, ee, ae ee ee, 





Editor's notes: (1) The editor apologizes for the necessity of 
using abbreviations in order to preserve the eight-beat-line 
structure. She hopes that it will be obvious that Crnr = 
corner, Calif.= California, and Circ. = Circulate. | 
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SQUARE DANCE TIMING FOR CALLERS: 
PART VIII 


by Dick Leger 


At this point in the school on timing, the figures 
are getting easier to write down even through the figures 
are getting harder in the way of material! As each figure is 
first broken down there is another dimension added to 
the repertoire for each ensuing figure. The understanding 
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gained in having to write down each figure makes the 
next one that much easier to do. If new callers aren't 
taught how to write the figures down using the CALLERLAB 
Timing Chart, they will have a very difficult time trying to 
learn this by themselves. The lack of training in this area is 
the single most important element missing in the teaching 
of new callers today. 

Figure number 13 is one | put together to challenge 
the new callers by putting the last call in the figure on 
beats number 5 and 6, leaving an apparent 20 beat 
promenade. When it was written down on the timing 
sheet, it proved very difficult to understand until we went 
through the whole figure by actually going through all the 
steps in the square. Then when they realized that the iead 
couple facing out had to wheel to the left to reach the 
man's home position, it became clear that indeed the call 
had to be given to the lead dancers, hence the supposedly 
20 count promenade turned into 16 for everyone. 

In figure 13 the heads start the "Square Thru" on 
phrase followed by a "Swing Thru" which takes 6 counts, 
putting us back on phrase for the "Boys Run." The "Ferris 
wheel" takes 6 counts followed by a "Pass Thru" which 
takes 2 counts. Even though the "Ferris Wheel” is started 
on beat number 5, it will feel about the same. The "Star 
Thru" at the end of the "Pass Thru" will put everyone back 
on phrase to do the "Pass Thru” (four counts,) "Wheel and 
Deal" (four counts,) "Double Pass Thru" (four counts,) and 
lead couple wheel left (four counts) for everyone to 
bromenade back on phrase (sixteen counts.) Of course, 
the catler must pre-cue the "Square Thru" at the start to 
fully realize the beauty of this figure. 

Figure 14 uses the ladies promenading inside to 
swing their partners at home position. This figure adds 
discipline for the caller to get the heads ready to "Square 
Thru" on phrase after the swing. The rest of the figure is 
rather routine and easy to write down. It does have some 
places where the caller must direct the dancers, such as 
“Split the Sides," "Around One to a Line," etc. By this time 
In the school, that doesn't pose any problem. At the end, 
however, | do point out that when they give the calls for 
the same girl to "California Twirl," take the corner, and 
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promenade, they should try grouping those calls and any 
like them in little word phrases to make them sound 
better. As a matter of fact, when the callers get 
comfortable with where to put the calls in The music, they 
will be able to add in their own words as long as the calls 
are where they belong. | usually suggest that they start by 
adding words that will help the dancers with added 
directions and then move on to other things they might 
like to put in that are of a helpful nature. 























(Figure 13) 5 Heads _—s_—s«s- Square Thru ; 
1 5 with the outside two, 
1Swing Thru. = lc dLLti“‘U:*#!OC Cz#BOYS RUN, 
4 -Eerris Wheel 5 Centers, 
1 Pass Thru Star ThruS 4 Pass Thru, 
17_ £Wheel&Deal5_ Double Pass Thru, 
All Promenade 5 All the way around, 
ee OU ee 

coe eee og ee pst ge oe ft Sh ee ee ee 

(Figure 14) 5All 4 Ladies Promenade Inside; 

4 D5 sSéPaartrner SWirng, 
inten aes 5Heads Square Thru, 
eee ee OD ee Se ey 
1 Split Two Around One 5 To a Line Go Fwd _. 
17. i LC and Back 5. —sé‘CSt—-sCTru 
1Same_ Girl Calif. Twirl 5 Takethe Corner  Prom., 
eS 4 

ON een ag, tae cae NE cee se ten he, 





The first step in cuing a round dance should be to 
write it out on a timing sheet in the same way as each 
square dance is written down. This is how you would 
write out the old familiar round, "Frenchy Brown." 

















(Frenchy Brown) PartA 5 _Two Fw@ 2-Steps: 
4 5 Face & Box, 
qT CUD tsCéwBK, Aaa, 
17_  & Change Sides5S_  _—_—s—<§“s_—sés Backs Away, 
1 #&7& O.-+-+=-=s_=—srzosiCSeME: «SIN Reverse 2Fwd2's 


(continued next page) 
- 36 - 








1 DLCs & BOX, 
4 ___ i5_ CC BaaK Away, 
41. ___—_—s—s_l Change Sides 5. CC—Cé@WBWSCK:-sAN sy 
4 _To Butterfly 5_ Side Close Twice, 

Part B 5_(see previous ine) , 
4 Slow Walk Two 5_ "Side Close Twice, 
4. ss Slow Walk Two5_ i t—“Csts—SCSCSCSCM TEC], 
Me ge ge ee EE 
q 5. _ Side Close Twice, 
4 Slow WalkTwo5___ Side Close Twice, 
4 Slow Walk Two 5 Hitch, 
A 8 Strut Four, 
1 


____s—«dS TO... SEMI 2 Fwd 2's _, 


il 
\ 
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TIMING FOR CALLERS: PART IX, CHANGING 
DIRECTIONS 


by Dick Leger 


At this point in the school on timing, we have covered 
enough material to give you a clear picture of the working 
process of learning timing. | always remind the newer 
callers that they have never paid so much to work so hard 
before in their calling experience! Although we haven't 
covered all the figures or basics that we use in the school, 
we have covered enough at this point so that everyone 
can write material down in the right place on the timing 
charts. Once they leave the school and get back home, 
they can now practice writing figures down and then 
calling them knowing they are right in what they are 
doing, as the music doesn't lie! 

We are now ready to move on to contras, writing 
them down, setting them up, teaching them, and then 
calling them. We spend the whole day on just this subject. 
After maybe three contras that | always do, each 
participating caller will have to use a different contra to 
figure out for the evening dance. They will have the 
whole afternoon to get it right. In the evening, they will 
have to set it up, tell us what it is (proper duple, alternate 
duple) before they teach it to us. They will also have to 
figure out if it is single progression or double progression. 
In case some of you are wondering where they get this 
information, this is what we go over in the morning 
session. The book that | still recommend for contras is the 
Sets in Order Caller/Teacher Manual by Don Armstrong. 
Although there are many fine books out on contras, this 
one will help the most as far as being a good reference to 
the various contras they will need to start with. 

The three contras | usually start with will be the 
easy "fool proof" type where even if a mistake is made it 
won't be a disaster. Using contras at this time in the new 
caller's experience really helps them to feel the weak side 
of the music as most of the calls will be on beats 5 through 
8 for the most part. Of course, we will group call the first 
three contras after we put them down on the blackboard, 
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which is the easy part. Once we call each one to a 
different piece of music, we are ready to pass the mike 
with the same rules as we have outlined before with the 
squares. We will go through each contra this way as the 
callers need to dance them several times to understand. 
just how they work. We encourage questions along the 


way on anything they want to know about. | never 
“assume” that everybody will understand everything the 
first Time through! 


The first three contras | do are "The Becket Reel" 
which is one written by the late Herbie Gaudreau. It is a 
coupie (with partner) facing a couple in long fines. It is 
most easily danced and understood with an even number 
of facing couples in the lines. There is no crossover on the 
ends to worry about. The next contra we do is "Joe's 
Contra." This one is set up slightly differently as it is an 
alternate duple: | get six men in a line to my right facing 
their partners in a line to my left. i then have the first, 
third, and fifth couples exchange places with their partner 
in the other line. The next contra we do is the "OXo" 
contra. This one has six men in a line to my right facing 
their partners across from them and not crossing over. It 
is a duple proper contra. The reason | use these three is 
YNecause of the variation in the formations. 

These three formations each result in a different 
handling of the progression for couples arriving at the 
ends of the sets, and it is important for the callers to 
understand these differences and de able to communicate 
them to the dancers. 

1. Couple facing couple formation (Becket) - cross over on 
the ends is usually automatic 

2. Alternate Duple - during the sequence when the end 
couple has no one to dance with, they must cross over 
(trade places with tneir partner) 

3. Proper Duple - men stay in one line, facing their 
partners in the other tine. 


Editor's note. \n the next issue, Dick will show how to 
"diagram" these contras so that the caller can be sure to 
give the cue at the proper time in the musical phrase. 
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TIMING FOR CALLERS: CHANGING DIRECTIONS 
-- CONTRA DANCES; PART X 


by Dick Leger 


The first contra dance [ introduce at the caller's 
school on timing is named "The Becket Reeij" by Herbie 
Gaudreau. This dance came out on record as "Slaunch to 
Donegal" and was recorded by Don and Marie Armstrong 
quite a few years ago. | was lucky enough to get this 
dance directly from Herbie Gaudreau over the telephone. 
He had called me to ask about a figure | had done at 
Square Acres, a well Known New England dance hall. After 
i gave him the information that he wanted, | then told 
him t was leaving for Toronto, Canada, and asked if he had 
anything | could use. Becket Reel is the dance he gave me. 
| featured it in my presentation to the Toronto District 
Callers and Leaders Association. When Herbie gave the 
dance to me, it didn't even have a name. As a matter of 
fact, | didn't even have it written down. When | returned 
from the weekend,.1 called Herbie and told him how well it 
had been received. | told him | had to send the directions 
to the dance and, also, the name. He thought for a while 
and named it The Becket Reel. 

Becket Reel: _A couple facing couple contra. 
Allemande left with the corner (the one next to you, not 
across the set)?. Swing your own. Slant left with a right 
and left thru, with the new couple across right and left 
thru. Same ladies chain over and back. Same four left 
hand star: right hand star to an allemande left. 

Joe's Contra: An alternate duple. Line up men in 
lines to your right facing their partners across from them. 
Try to have at least six couples in the set. The first two 
people nearest the caller will change places with each 
other. The third couple do the same along with the fifth 
couple, etc. Ready for the dance. Actives (those that 
crossed over) do sa do. Inactives do sa do. All men swing 
corner and put her on the right. Long lines go forward 
and back. Ladies chain over and back. Right and left thru 
across the set: half promenade back (men passing left 
shoulders) to own line. | 

| (continued next page) 
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When you repeat the dance, you will notice that 
everybody won't be able to swing a corner; don't panic. 
The ones that do swing will do the ladies chain over and 
back, along with the rest of the dance. During the right 
and jeft thru, the caller should tell the ends to cross over, 
and they will be all set. Active people will progress one 
spot away from the caller each time through the dance. 
The inactives will also progress, but they will move one 
spot towards the caller each time. When the actives reach 
the end and cross over, they become inactive. When the 
inactives reach the head (towards the caller) and cross 
over, they will become actives. 

OxO: a duple proper contra. A six couple dance 
with no cross over. The head couple will take both hands 
with partner and chasse down the middie to the end. 
While they are doing that, the end couple will come up to 
the head, moving outside their own line. Eacn couple will 
then do the other part. All go forward and back. The first 
four people wiil circie left, the next four will star right, and 
the last four will circle left. Each foursome wil! reverse 
(circle right, star left, circle right.) All face the music and 
follow the lead couple (men left, women right) to the end 
of the line. Lead couple will make an arch, and all others 
will duck through to come all the way down to start the 
dance again. When teaching, be sure to warn the couple 
making the arch that they are the ones who must come 
down the outside of their line to begin the repetition of 
the dance 


The Becket Reel. Author: Herbie Gaudreau 
Recorded by Don & Marie Armstrong, "Slaunch to Donegal" 


SWith the Corner Allemande L ; 


iT 
| 
| 





— ab et et od a wd ad 


Joe's Contra Author: unknown 
Formation: Alternate Duple 


5Actives ssi; Do sa do, 
—( Do sa co, 
5 swing the Corner, 
____—«45Long Lines Forward and Back, 
5 The Ladies Chain, 
CCUG Chi Back 
Ses “ean Four Right & Left Thru, 
_ ss CS Half Promenade Back , 
ee eos ee _ Dosa do* 
*ands cross over every other time 


LL, 








Oxo | Author: unknown 
Proper Duple Music: any slow jig or reel 


5 First col down - last cpl up, 
Dee errr ene 2 __FISE Col Gown - last cpl up, 
rs ne rere 
1. SS —""aineteee leek 
1._——i‘“( ww” “‘(O‘NONOC‘#*SS@éEnC@ EH: Music - Leadéerss cast, 
1 UTTC(Ci‘“(‘$;NC‘#SU LGN arch - OTH Ers Under, 
pe ee 
4 _ 


___,, 8 New leaders down-last cpl up, 


%* &*& FF & 
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TIMING FOR CALLERS: CONTINUING CONTRAS; 
PART XI 
by Dick Leger 


In the evening session at the caller's school on 
timing, the fun begins when each caller has had to choose 
a contra to set up, teach, and then call for the whole 
group! The caller has had the whole afternoon to write it 
down, think about how he or she would explain it to the 
rest of the group, and tell us what kind of contra it is 
(duple proper, aiternate duple, etc.) {t goes without saying 
that the evening dance variety is great and lots of fun. It 
is.also Surprising how many (little) problems pop up during 
the teaching of the various dances. For instance: Suppose 
when the caller asks the group to get up for an alternate 
duple, there is an odd number of couples in each line, let's 
Say seven couples. This being an alternate duple would 
mean that the cross over at the ends would come at 
different times. The first time through, the head couple 
would cross over and become active. The next time 
through the foot couple would cross over and become 
inactive, and so on. Everything else about calling the 
dance would remain the same. 

| remember one Thursday evening a caller had 
picked the dance "Needham Special" for his presentation. 
Being an alternate duple, he crossed over the ends at the 
point in the music where he ordinarily would need to do 
so; this caused all sorts of problems. The probiem was that 
he hadn't read the few words after the title of the dance 
that said, "The crossovers at the head and foot are 
automatic and need NOT be called." This is another 
example of the variations that exist In contras. Once we 
straightened this out, the dance went really well. It is a 
beautiful dance also written by Herbie Gaudreau. 

Needham Special (original): Alternate duple; single 
progression, automatic cross overs. All go forward and 
back. Swing the corner. Put her on your right and face 
down the set (away from the caller.) Down in lines Of four, 
wheel Around (men backing up); come back in fours and 
Bend the Line. Ladies Chain over and back. All Pass Thru 
and turn back alone, with the girl on your right, Half 

(continued next page) 
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Promenade. It is this last movement that makes the 
automatic crossover. | have modified this dance a little bit 
to add flavor for the people | call for. 

Needham Special (Leger variation): Alternate duple: 
single progression, automatic cross overs. With your. 
corner Do Sa Do, swing. Down the set in lines of four, 
Wheel Around (men backing up); come back in fours and 
Bend the Line. Ladies Chain over and back. All Pass Thru 
and turn back alone, those that can Right and Left 
Through. 

Aston Polka Contra by John Findlay. Alternate 
dupie, single progression, using a “heel and toe" 
movement. Odd numbered couples cross over. With the 
corner, teach the heel and toe movement before 
beginning the dance: in butterfly position and using the 
foot farthest from the center of the set, touch heel 
forward and to side, touch same toe to instep: starting 
with the same foot, step side, together, side. Repeat in 
Opposite direction with opposite footwork. Heel & toe 
out, heel & foe in, heel & toe out, heel & toe, ladies only 
move in. Everybody march straight ahead, turn alone and 
come back for an Allemande Left (with the person you did 
the neel and toe with) into a Ladies Chain over and back. 
Same four Left Hand Star: Right Hand Star to the next for 
the heel and toe. At this point, cross over the ends every 
other time. 


Needham Special Author: Herbie Gaudreau 
Aiternate Duple - 1, 3, 5, etc., crossed over 

Automatic crossover at ends 

Use any well-phrased music 











Intro: 5Long Lines Forward and Back, 
4702 CU CCDC“ CONE SWinngG , 
4 5 Away from me. Four in Line. 
1 __WheelAround 5___. __ Come Back in fours, 

1 Bend the Line 5 _Ladies Chain, 

1 _S5 _Chain Back __ 
Ao 5 CSCS Thru, 

1 __ TurnAlone 5 With lady on R, Half Prom._, 
1. —si‘ wLLi‘(‘i‘(‘(N OS LONG Lines Forward and Back, 


(continued next page) 
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Needham Special Leger Variation 
Alternate Duple - 1, 3, 5, etc., crossed over 
Automatic crossover at ends 

Use any well-phrased music 














Intro: “imma ecrm 

qo CU DBC CCN SWiNG, 

‘ 5 Away from me, Four in Line, 

1. =WheelAround 5 __ Come Back in_fours, 

1 Bend the Line 5 ___sLadiies Chain, 

OU ck a yen ye ee ee ee, _Chain Back , 

4 5 Everybody Pass Thru, 

A teases Turn Alone 5 Those that can,R&l Thru , 

Det es _ 5 Face the Corner, Do $a Do _, 

Aston Polka Author: John Findlay 
SWith the Corner Heel and Toe, 


1_Heel &Toe OutYouGo 5. £Heel&Toe Inyougo , 
1_Heel & Toe Out You Go 5Heel & Toe, Just the ladies in, 
____—s«STurn_alone, Come back to her, 
_  ___ Allemande Left 5. sss Thee Ladies Chain , 
5 Chain Back, 
CdS Same FOur LEFE Hand Star , 
ei eet ___Right Hand Star, 

5 With New Corner, Heel & Toe, 

















Both of these dances are outlined, with hints for calling 
and teaching, in The Caller/Tfeacher Manual for Contras by 
Don Armstrong, available from the Lloyd Shaw Foundation 
Sales Division. 


* & & F 


CALLER'S FORUM 
by Don Armstrong 


Many times, after a dance is choreographed, the 
style in which the pattern is danced will change. This {Ss a 
natural and normal evolution which takes place as a result 
(continued next page) 
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TIMING FOR CALLERS: CONTINUING CONTRAS 
I; PART XII 
by Dick Leger 


Quite often I'll start off a dance, to get people used 
to phrasing and my style of calling, by getting everyone 
up ina big circle and doing this dance. | tell them that it is 
so easy that | won't even have to walk it through. | also 
tell people still coming in that when they are ready they 
should Just break into the circle and join in. |! put ona 
well-phrased piece of music and proceed fo call being very 
directional and adhering to the musical phrase. ! very 
seldom have to stop. The dance ! use is: everyone circle 
left eight counts, then circle right eight counts. All go 
forward and back, just the ladies forward and back, just 
the men go forward and back. Face your partner and dos 
ados. Take the corner and promenade for sixteen counts. 
We are ready to repeat. 

lf enough people have joined in during the dance, | will 
change the music to a good singing call record and do the 
dance again. What this does is get people used to my 
voice along with getting them to move on the first beat 
of the phrase for everything they do. | can even use this 
dance on one-night stands with non-dancers. Of course, | 
will walk Through and show them the dos a dos and the 
promenade. 

So far in our contras, we haven't had any that split 
the phrase of music. This next one will do just that, but It 
Still is beautiful dancing written by my good friend Roger 
Whynot. It is named "Whynot's Circle Contra." | like to use 
this one to introduce the modern square dancers to 
contra dancing. One reason is that | don't have to teach 
who is active or inactive, and it also eliminates the cross 
overs as there are no ends in a circle contra. 

Setting up the contra is very easy; just get 
everybody promenading four in line around the hall with 
the music that you intend to use for the dance. Your 
partner will be across from you in the other circle. The 
dance: All circle RIGHT eight counts, circle left eight 
counts. Dos a dos your own partner across the way, swing 
the corner on your left, and put her on your right. Ladies 

(continued next page) 
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flutter wheel across and sweep 1/4 left. Pass thru; star 
thru. With the couple across from you, make a small circle 
Co the left. Then circle right; then move into the big circle 
and circle to the RIGHT! 

The timing of the dance is such that everything 
times out to take eight counts or multiples of eight 
counts. The large-circle right and left takes 16 counts; the 
dos a dos across and swing corner takes 16 counts; the 
flutter wheel (8 counts), sweep 1/4 (2 counts), pass thru (2 
counts), and star thru (4 counts) add up to 16 counts, and 
the small-circle left and right takes 16 counts. All of this 
adds up to a standard 64 count sequence. 

When teaching this dance, emphasize the fact that 
the man is responsible for putting the lady on his right 
side comfortably so she will be able to do the flutter 
wheel smoothly. Also remind the men that they must be 
ready to move across on the flutter wheel. | feel that this 
dance has ied many people to seek out more contra 
dancing, and for that | am thankful! 


introductory Circle 
Everyone in one big circle, no need to walk through 
Use any well-phrased music 


Intro: SAll join hands, Circle Left, 

41.0~CO CS Circle Right, 
{42 tC ( C#CS LEO, FOrWard and Back 
4_ st CCS Js the Lacios Fwd and Back, 
1 tC TCS“ Jt the Men Fwol and Back, 
‘ 5 Face Your Partner, Dos a dos, 
4 tC CSS akk@ YOu Cri, Promenade, 
Ne ae geste et ee ce = Sis a ey a a eg 

4_ i ti‘ COM Al JOIN NANOS , Circle Left, 
Circle Contra - Author: Roger Whynot 


Alternate Duple Circle; one couple facing in, one facing 
out; Partners facing 
.Use any well-phrased music 
(continued next page) 
-14- 


casts tcititics 5 _____Sweep a quarter _, 


5 
———— rc i 


Circle Right _, 
Too ULC Out fo Big Circle, Circle Right, 


AG» 


TIMING FOR CALLERS: PART XIll 
by Dick Leger 


Continuing with our timing, | will attempt to connect 
the squares, special dances, and contras as they relate to 
timing. Of course, the mixers, rounds, and other dance 
forms are connected as well, but for now we'll settle on just 
the ones with which we are more familiar. The first dance 
would be suitable for people with limited knowledge of 
square dance basics. in my personal experience, | am always 
looking for nice easy smooth flowing material that will keep 
everyone busy. 

The easy square is one | wrote some time ago, and | 
have found it to work very well. The heads promenade ALL 
the way around the outside, while the sides go forward and 
back. Then the sides will circle left in the center while the 
heads are finishing their part. The sides change the circle 
left to a right hand star and turn it all the way to the corner. 
After the allemande left, everyone will do sa do their 
partner, swing the corner, and promenade. 

The special dance is called “The Grand Blossom." All 
join hands and go forward four steps to the center and raise 
hands slightly to touch. With partner, California Twirl to 
face directly out. Drop partner’s hand and cloverleaf to 
next position, with the ladies staying inside, the men 
outside. The timing is four steps for each part: forward 
four, back four, California Twirl four, cloverleaf four. Men 
with new partner are then ready to do the whole sequence 
again; repeat four times in all. After 64 counts of music, 
everyone will be home with their original partner. 

The contra dance is "On the Way to Boston,” an 
alternate duple with automatic cross over. We featured the 
heel and toe previously, in Aston Polka Contra, and this is a 
great follow-up. Heel and toe out, heel and toe in, twice. 
Do sa do this girl, then pass her by to swing the next. If 
there is no one to swing, stay put and face the center. After 
the swing, put the woman on the right; ladies chain over 
and back. Same couples right and left through, then 
everybody (even the ends) star through. Those that can (if 
looking at someone face to face) pass through, and the 
dancers are ready to start over. Notice that the cross over is 
automatic. 

(continued next page) 
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This is yet another dance that | like to do for the 
modern square dancers who have not had much exposure 
to contras. | usually get the squares lined up across the floor 
and up and down the hall. | then have the side ladies chain 
over but not back. The head couples face their partners and 
back away to form long lines up and down the hall. | am 
then ready to teach the dance along with the heel and toe. 
As the cross overs are automatic, | don't have to teach who 
is active or inactive, which saves considerable time! | would 
recommend that the music be heavily phrased and a little 
on the slow side to achieve maximum results. 


An Easy Square 











Intro: 5Heads promenade, ali the way, 
4 5While the sides Circle Left, 
1. tC ( twtCtst‘“‘(‘‘!C CHANGE that Circle - R Hand star, 
aes a _ Allemande left, 
4 SWith your partner,  Dosado, 
/ 5 Swing your corner, 
4 5 Promenade _, 
/ 5 

4 8 eg 


Specialty Dance, "The Grand Blossom" 
Formation: Square 





Intro: 5AiLioin hands, go forward , 
1 _ ss _ andback 5. —s—CsCCifornia Twirl, 
1 __ Cloverleaf 5 go forward __, 
1 and back 5 California Twirl, 
1 __ Cloverleaf 5 go forward 
qs and back «5 CSC Qi orn Twirl, 
1. _—s—isié—ié<i‘(y”:;CC(‘é#IOVerleaf 5. ssi“ StC“‘tii FlOwATK 
1. ssi Canad pack «5OUtCtC‘;‘CSC*CCz*dfoo THD Wir, 
1 __ Cloverleaf 5 (start next figure here), 


Contra, "On the Way to Boston” 
Alternate Duple 
Intro: SFace the corner, heel & toe, 
1_Heel&toe outvyougo 5 Heel&toe In you god, 
1 Heel &toe outyougo 5 Heel&toe Do sa do, 
(continued next page) 
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oo :té«é*S_ Pass HE OY; Swing the next, 


1 Pass Thru. Star Thru 5 _PutonthekR, Ladies chain, 
_Chain Back _, 


5 | 

_ ti“‘<‘«éi«é MIN: FQ, RRGHE & LEFE Thr, 
oie ete ee, oC ETYOOOY.. Star. TNT. 
| 5 Get ready for the heel & toe. 








ke FF RF FR 
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TIMING FOR CALLERS: PART XIII 
by Dick Leger 


Editor's note: Unfortunately, the cues for the contra that 
were printed in the last issue of the American Dance Circle 
were incorrect due to an editorial error. The correct cues 
are printed below. 


Contra, "On the Way to Boston" 

Alternate Duple 

Intro: 5Face the corner, heel & toe, 
1_Heel &toe outyougo 5 Heel&toe In you go, 


1 

1 5 PutontheR, Ladies chain, 
Oe oe _Chain Back 
4 

1 

4 








_ ss :—“‘«ésS SMI FQ, Right & Left Thru, 
5 Everybody Star Thru. 
Those ‘that can Pass Thru 5.Get Ready for the heel & toe. 


* KF KF KF OR 


TIMING FOR CALLERS: PART XIV 
by Dick Leger 


Here is another easy figure for those people with 
limited knowledge of square dance basics. | sometimes use 
this with regular club dancers, and they seem to enjoy it, 
also. | have the heads promenade outside half way to lead 
to the right and circle four to a line. After a forward and 
back, they will "dos a dos" the opposite then back out to 
their line again. All will pass thru and turn left single file to 
promenade. After about six steps, | will have all the men 
move up on the inside to promenade a new girl all the way 
to home position. Notice that after the "dos a dos" | have 
them back out to lines so as to allow for a full eight counts 
for the pass thru, turn left single file. The men need two 

(continued next page) 
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steps to get exactly half way from their home position, so 
the timing works out to pass thru in four counts, turn left in 
two counts, single file promenade two counts to get fo the 
spot half way from home. Then they keep promenading so 
that when they move up they will be very close to home 
position for the couple promenade for sixteen counts. 

Anyone that has the mis-conception that just a few 
basics can't provide challenge may change their minds after 
they attempt to do the figure in the special dance, "Seeing 
Stars," by Roger Whynot. This is one of the favorites at the 
contra dance weekend we do at York, Pennsylvania, each 
year over the Thanksgiving Weekend, starting on Thursday 
evening and ending Sunday noon. Although this is primarily 
a contra dance weekend, | find the contra dancers are the 
best people to present this type of material, as they dance 
sO well to the music. 

The dance: The side ladies chain across. The number 
One couple steps in between the side couples, separates 
from their partner, and makes two three-hand stars. On the 
number one lady's side, it will be a right hand star; on the 
number one man's side, it will be a left hand star. After 
Curning each star once around, the number one man will 
pick up his partner, holding just the hand, and the rest will 
also take the hand as they come out of the star. At this 
point there will be two men that have a lady on their right 
hand side, and one man that has a lady on his left hand side. 
Do not change! Led by the number one couple, they will 
proceed to split the number three couple, then separate to 
come all the way down to form lines in the side position. | 
always tell the couple being split to make sure they face in 
to show the direction in which the fine will face. All will 
then swing their corners, putting the woman on the right 
hand side to form the lines again. From here, the women 
will chain straight across. All will have original partners for a 
full promenade back to home position. The real challenge 
starts when each couple in turn becomes the Jeader. !f a 
head couple is the leader, the side ladies chain to start the 
figure. If a side couple becomes the leader, the head ladies 
chain to start the figure. Good Juck! 

This quarter's contra is an alternate duple, double 
progression by Roger Whynot. "S & W Contra" is the same as 
Roger's Circle Contra except that it is done in lines. Don't 
forget to cross over every time through! 

(continued next page) 
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“Easy Square," by Dick Leger 


"Seeing Stars," Special Dance by Roger Whynot 
5 Side Ladies Chain 
5#1 step in, make 2 3-hand stars 
5#1 lead others. out of stars 


ee 5 Keep yourown Promenade 

5 

5 Head Ladies Chain 
"S&V : ra." DV Roc vir a marcernr JUL 
Double Progression; 

5_Face to Face  Dosa_Dos 
Se Swing Corner 

5 Ladies Flutter Wheel** 
ie eg ot ee ey WD sweep a quarter 
_ Pass thru and Star thru 5 _Smal!l_ circle _ left 
—  eeea ai“ “ .tsssisstéC=i CIE right 
ll tsti‘“NOUUOU Half promenade 

5 Right & Left Back 


EE 


**Flutter wheel is "Ladies take right hands to walk across 
and give left hand to the opposite man. Bring him back to 
ner position." 
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TIMING FOR CALLERS: PART XV 
by Dick Leger 


Here is another easy square dance that times out 
quite well and is fun to do. The hardest basic in it is square 
thru. Heads will square thru four hands to make a right 
hand star with the sides. Then the heads will star left in the 
center full around to pick up their corners for a star 
promenade. Promenade for a short space to back out and 
circle left for a short space The men will swing the nearest 
woman. At this point, the men will be close to their home 
position, so it is a full promenade. 

Some time ago | had written a nice easy dance to the 
tune of "Dominique" for the educational series of recordings 
by Kimbo Records. It turned out to be a favorite of Phyllis 
Whynot, Roger's wife. After calling it at one of my 
weekends, Roger came up to me and asked what would 
happen if when people came out of the right hand star they 
went in the opposite direction instead of circling. i said | 
didn't know, but I'd bet he could make a dance out of it. 
Boy, did he ever! My part was to help him resolve the dance 
at the end. The Special Dance “North and South" (East and 
West) by Dick Leger and Roger Whynot is the result! The 
best way to set up for it is to line up the squares up and 
down the hall and also across the floor. 

The heads lead right and circle ieft (keep circling,) 
Change to a right hand star and keep going once around. 
Then, on the call, the nead gents lead them out North & 
South: the 41 man will lead his group of dancers away from 
the caller in single file: the #3 man will lead his group of 
dancers towards the caller in single file. At this point, long 
lines going in opposite direction have been formed. All turn 
around and come back single file tO OWn square to face in. 
All pass thru and turn around to do a LEFT square thru four 
hands. You'll find your original corner for an allemande left 
sO you can promenade to your original partner. The 
promenade takes eight counts to reach home. The dance is 
exactly 64 counts total. Also give the sides a chance to be 
leaders by using "Side gents lead out East & West." 

The "Bush Dance" by Dick Leger is from an idea by Cal 
Campbell. The formation is couple facing couple in a big 
circle. The dancers circle left full around and then right full 

(continued next page) 
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around. The inside two people (the two nearest the center 
of the circle) split the outside two and travel back to place. 
The outside two (those nearest the wall) split the inside two 
and travel back to place. The couples do a Weathervane 


"Easy Square,” by Dick Leger 








5 Head couples square thru 

5 £Withthe Sides 
Right Hand Sfar  —=—s—sSS _Heads to Center 
Left Hand Star 5 Pick Up the corner 
Star Promenade =—=—§s 5_—Cé~CPerntters Back Out 
Circle Left 5 Swing the Nearest Girl 

5 __—s Promenade 

5 

5 Head couples square thru 


tr Ney aaeS—pe . Ahg 


"North & South:;" Square formation 

Special Dance by Dick Leger and Roger Whynot 

SHeads lead R and Circle four 

5Same four, Right hand star 
5Head gents lead North & South 

single File ____ 5_Turn alone, come back home 

5 Face in, All Pass Thru 

5_ Turn alone, Left Square Thru 

5 __ Find your Corner 


ee Et 


i ge ee 




















"Bush Dance" by Dick Leger from an idea by Cal Campbell 
Big circle; couple facing couple. 

ae Other Pair Circle Left 
ti isi‘ “CCE Ri 
erase at oer 
5 Outside Two Split Insides 














yrs |Special 
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*Weathervane: couples take two counts to veer right, 
men take left forearms and turn the line full around to the 
original facing direction in 12 counts, and back out to start 


the dance again in 2 counts. 


he ok on rk ob 
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